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sensory	engagement	with	dress,	adding	a	further	layer	of	complexity	to	their	experience.	As	indicated	before,	Merleau-Ponty’s	understanding	of	sensory	perception	and	the	‘strange	system	of	exchanges’	between	the	body	and	things	(1993	[1964]:124)	was	particularly	useful	in	developing	a	methodological	approach	that	paid	attention	to	action,	to	the	practice	of	dress	and	how	sensory	perception	is	entangled	with	this.	Here	he	describes	vision	as	entwined	with	movement.				 I	only	have	to	see	something	to	know	how	to	reach	it	and	deal	with	it,	even		 if	I	do	not	know	how	this	happens	in	the	nervous	system.	My	moving	body		 makes	a	difference	in	the	visible	world,	being	part	of	it;	that	is	why	I	can		 steer	it	through	the	visible.	Moreover,	it	is	also	true	that	vision	is		 attached	to	movement.	We	see	only	what	we	look	at.	What	would	vision		 be	without	eye	movement?	And	how	could	the	movement	of	the	eyes	not		 blur	things	if	movement	were	blind?	If	it	were	only	a	reflex?	If	it	did	not		 have	its	antennae,	its	clairvoyance?		If	vision	were	not	prefigured	in	it?		 (Merleau-Ponty	1993	[1964]:124)			 Merleau-Ponty	describes	the	nature	of	being	a	moving	body	within	the	world.	Sensory	perception	influences	movement	and	movement	influences	perception.	As	will	be	evidenced	throughout	the	data	analysis,	movement	is	indeed	central	to	the	sensory	experience	of	being	dressed.	When	one	of	the	participants,	Elsa,	posed	for	a	photograph	at	the	first	interview,	she	could	not	help	moving	around,	as	she	wanted	to	demonstrate	the	shape	and	fit	of	her	jacket.	As	a	result	the	image	is	blurred,	yet	it	captures	the	everyday	reality	that	people	are	almost	always	moving,	and	the	importance	of	this	to	how	they	sense	their	dress	(see	Fig.	2.02	on	page	86).	The	physical	activity	of	shopping	for	clothes	(as	opposed	to	digital	shopping	online),	which	was	discussed	with	all	the	participants,	is	one	that	involves	walking,	moving,	touching	and	trying	on.	That	is	engaging	the	whole	body	in	relation	to	items	of	clothes	and	the	shopping	environment.	Participants	used	their	sensory	apparatus	to	move	towards	or	away	from	items	of	dress	and	to	bring	them	into	a	closer	relationship	to	the	body.	This	was	apparent	during	the	second	interview	with	April,	which	took	place	at	her	flat.	She	finds	an	item	at	the	bottom	of	
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1. My	own	personal	social	network	such	as	friends,	acquaintances,	school	parents	and	football	parents.			I	recruited	five	participants	this	way.	Paul,	a	colleague	of	my	husband	whom	I	had	met	at	a	work	event	and	had	shown	an	interest	in	my	study	was	the	first	person	I	interviewed	for	the	pilot	study.	Additionally	through	my	own	network	I	also	recruited	John,	a	friend	of	a	friend	whom	I	knew	a	little	through	socialising,	Jill	a	mother	at	my	son’s	school,	whom	I	knew	from	the	school	playground	but	did	not	socialize	with,	Sam	who	I	had	known	socially	for	a	couple	of	years	in	the	context	of	my	son’s	football	team,	and	Paula,	a	friend	of	my	children’s	childminder	who	occasionally	babysat	for	me,	and	whom	I	had	known	for	a	few	years	in	this	context.	Sam	was	the	participant	that	I	knew	the	best,	and	following	the	interview	with	him,	he	suggested	that	I	might	interview	his	stepfather,	Corin,	whom	I	did	not	know	prior	to	the	interview.			 	2. My	college	network	at	the	University	of	the	Arts	London.		From	this	network	I	found	four	participants.	One,	Elsa,	I	knew	from	college	as	she	was	a	fellow	PhD	student	and	artist.	Simon	was	a	bespoke	shirt	maker,	the	husband	of	a	fellow	PhD	student,	whom	I	had	met	a	couple	of	times	before	the	interview.	The	other	two	participants	recruited	this	way	I	did	not	know	prior	to	the	interviews.	These	were	April,	a	degree	student	at	Brighton	University,	who	was	the	daughter	of	a	fellow	PhD	student,	and	Robert,	a	sculptor	and	the	partner	of	a	colleague	at	UAL.	April	also	suggested	that	I	interview	her	flatmate	and	fellow	student,	Dylan.				3. A	friend’s	place	of	work,	a	digital	consultancy,	in	Brighton.			As	my	social	network	reflects	my	age	and	my	situation	–	a	mature	PhD	student	and	mother	with	school	age	children,	most	of	the	people	I	knew	were	also	in	their	40s,	so	I	needed	to	find	a	way	of	accessing	participants	in	their	20s	and	30s	and	in	full-time	employment.	I	therefore	asked	my	friend	
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		 I	don’t	check	everything	by	look.	I	have	to	touch	it.	And	for	some	-	some		 things,	you	can	just	tell	by	the	fabric	that	it’s	brilliant	fabric	at	a	million		 paces.	(Paula	Interview	1:	0:02:48)		This	prior	knowledge,	learned	through	the	body	from	years	of	wearing	clothes	informs	how	participants	engage	with	new	items	of	dress.	This	is	an	embodied	learning	process	involving	not	just	the	sense	of	sight	that	has	both	continuity	(participants	knew	what	types	of	clothes	tended	to	work	for	them)	and	allows	for	change	(changing	clothing	preferences	reflected	changes	in	their	bodies	or	lifestyles).		Merleau-Ponty	describes	things	in	the	world	as	‘associated	bodies’,	‘others	who	haunt	me	and	whom	I	haunt’	(1993	[1964]:122	).	He	proposes	an	ambiguous	and	‘strange	system	of	exchanges’	between	people	and	things,	one	that	is	hard	to	grasp,	but	in	some	ways	by	its	nature	reflects	the	more	ambiguous	aspects	of	experience,	the	often	‘intangible’	sense	of	connection	participants	had	with	certain	items	of	clothing.	As	Paula	says,	some	items	of	dress	seem	to	call	out	to	her	through	a	‘sense’	or	an	‘energy’.	There	is	a	recognition	that	participants	describe	when	finding	something	they	love,	as	if	they	already	knew	it,	as	if	it	existed	inside	them	in	some	way.	It	feels	like	they	have	a	prior	connection	with	the	item,	as	if	they	are	related	in	some	way.	It	is	perhaps	in	part	this	prior	knowledge	of	clothing	that	informs	the	participants’	sense	of	connection	with	particular	items.	However	the	way	they	describe	these	connections	is	as	a	visceral	and	ambiguous	feeling	or	‘essence’	rather	than	a	considered	and	rational	thought.				 Merleau-Ponty	describes	how	‘vision	is	caught	by	or	comes	to	be	in	things’	and	simultaneously	things	are	caught	by	vision,	and	as	a	result	brought	into	the	body.	Vision	is	embodied	and	made	visceral.		Through	vision	the	body	‘opens	up’	to	the	world,	moves	towards	it	and	through	their	visuality	things	appeal	to	the	body	and	move	into	it	through	vision.	In	this	way	he	argues	for	‘the	undividedness	of	the	sensing	and	the	sensed’	(1993	[1964]:125).	Memory	and	imagination	provide	part	of	the	connective	tissues	between	people	and	things,	as	sensory	connections	made	with	things	become	embodied	and	inform	future	perception.	Dress	leaves	its	mark	and	impressions	on	the	body	internally	as	haptic	and	somatic	memory	and	these	
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are	reignited	in	the	future	by	other	things	and	actions.	Here	Merleau-Ponty	is	suggesting	a	complex	interweaving	between	imagination	and	‘inner’	perception	and	essences	and	‘outer’	perception	and	things.	He	uses	the	example	of	‘likeness’	in	relation	to	painting,	how	it	is	the	intangible	essence	of	the	subject	that	artists	strive	to	capture	in	their	portrait	paintings.	This	brings	to	mind	Mason	and	Davies’	(2009)	study	of	family	‘likeness’	that	takes	a	sensory	approach	and	points	out	the	‘intangible’	nature	of	likeness.	They	describe	how	family	members	recognise	family	likeness	in	others,	but	cannot	necessarily	pin	it	down	to	one	aspect	of	their	appearance,	the	mouth	or	the	eyes	for	example.	Rather,	the	connection	to	the	other	person	is	perceived	as	just	being	‘there’,	an	intangible	and	inarticulable	essence.	It	is	within	the	complex	whole	of	the	person	that	the	likeness	exists.	It	is	embodied.	Merleau-Ponty	argues	that	the	skilled	artist	strives	to	make	visible	what	appears	to	be	invisible,	that	is,	the	‘essence’	of	things	that	is	felt	within	the	body	of	the	artist	and	which	they	make	visible	on	the	canvas.	Visibility	surrounds	and	exists	through	the	body	and	things.	In	this	way	things	are	‘caught	up’	within	the	body	of	the	seer	and	simultaneously	the	seer	is	‘caught	up’	within	the	thing	seen	(see	also	John	Berger	1972).	As	a	result	the	seer	sees	not	merely	the	‘thing’	but	also	themselves.			 Thus	since	seer	is	caught	up	in	what	he	sees,	it	is	still	himself	he	sees:	there		 is	a	fundamental	narcissism	of	all	vision.	(Merleau-Ponty	1968:139)		Merleau-Ponty	suggests	that	this	reciprocity	between	seer	and	seen,	this	inhabitation	of	each	other	results	in	an	ambiguity.	Who	is	the	seer	and	who	is	the	seen?	Here	he	explains	it,	using	an	example	of	artists	who	sense	the	things	they	are	painting	looking	back	at	them.			 And	thus,	for	the	same	reason,	the	vision	he	exercises,	he	also	undergoes		 from	the	things,	such	that,	as	many	painters	have	said,	I	feel	myself	looked		 at	by	the	things,	my	activity	is	equally	passivity	-	which	is	the	second	and		 more	profound	sense	of	the	narcissism:	not	to	see	in	the	outside,	as	the		 others	see	it,	the	contour	of	a	body	one	inhabits,	but	especially	to	be	seen		 by	the	outside,	to	exist	within	it,	to	emigrate	into	it,	to	be	seduced,		 captivated,	alienated	by	the	phantom,	so	that	the	seer	and	the	visible	
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	 reciprocate	one	another	and	we	no	longer	know	which	sees	and	which	is		 seen.	(Merleau-Ponty	1968:139)			 Ryan	articulated	a	similar	sense	of	an	item	of	clothing	seeming	to	reciprocate	an	emotional	response	back	at	him.	He	has	an	unworn	pair	of	boots	that	he	was	given	by	his	ex-girlfriend.	Ryan	is	still	in	the	process	of	getting	over	the	relationship,	so	to	some	extent	he	would	like	to	throw	the	boots	away	but	the	fact	that	they	are	good	quality	and	expensive	prevents	him.	He	describes	them	as	having	anthropomorphic	qualities.			 So	they’re	kind	of	these	spiteful	pair	of	shoes	in	the	corner	of	the	room.	 (Ryan	Interview	1:	00:41:46)		There	is	a	sense	of	not	only	the	boots	glaring,	but	also	of	his	girlfriend	glaring	at	him	through	the	boots.	Ryan	recognises	his	own	emotion	embodied	within	the	boots	because	they	respond	emotionally	back	to	him.	When	they	do,	the	boots	have	some	element	of	agency,	as	Ryan	becomes	the	passive	receiver	of	their	emotions.	The	‘spitefulness’	seemingly	contained	in	the	boots	therefore	comes	simultaneously	from	himself,	his	ex-girlfriend	and	from	the	boots	themselves.	This	example	illustrates	Merleau-Ponty’s	notion	of	the	perceiver’s	body,	or	in	this	case,	bodies	(both	Ryan’s	and	his	girlfriend’s)	as	being	connected	to	or	‘caught	in	the	fabric	of	the	world’	(1993	[1964]:125),	in	this	case	the	fabric	of	the	boots.	For	Merleau-Ponty	it	is	sensory	perception	that	enables	the	connection.		Being	in	the	world	is	constituted	through	sensation.				 A	human	body	is	present	when,	between	the	se-er	and	the	visible,		 between	touching	and	touched,	between	one	eye	and	the	other,	between		 hand	and	hand	a	kind	of	crossover	occurs,	when	the	spark	of	the		 sensing/sensible	is	lit,…	(Merleau-Ponty	1993	[1964]:125)		Ryan’s	words	suggest	that	the	connection	he	has	with	the	boots	may	shift	over	time,	allowing	him	to	perhaps	wear	them	one	day.	He	says,	‘So	I’m	just	waiting	until	they’re	kind	of	neutral’	(Ryan	Interview	1:	00:42:55).	Or	to	put	it	another	
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way,	until	he	no	longer	associates	the	emotional	relationship	with	his	ex-girlfriend	to	the	boots.	This	example	of	‘likeness’	within	clothes	gives	rise	to	negative	emotion	and	a	movement	away	from	the	boots.	Ryan	keeps	them	at	arms	length.	Almost	two	years	after	the	interviews,	when	I	get	back	in	touch	with	Ryan,	(who	had	since	moved	to	London)	to	ask	for	some	photographs	of	the	items	we	discussed,	I	ask	him	whether	the	boots	did	ever	become	‘neutral’	and	if	he	can	take	a	photograph	of	them	‘in	situ’.	He	does	not	send	a	photo	but	says,	‘The	Ugg	boots	mainly	remain	in	a	cupboard,	occasionally	brought	out	for	big	muddy	walks.	I	keep	wanting	to	bin/ebay	them,	but	something	stops	me’	(Ryan	via	e-mail	15	December	2014).	Returning	to	Wilson’s	(2003	[1985])	opening	to	her	introduction	to	
Adorned	in	Dreams,	where	she	describes	disembodied	clothes	in	the	museum,	this	echoes	Ryan’s	description.			 Now,	like	clothes	in	limbo,	they	wait	poignantly	for	the	music	to	begin		 again.	Or	perhaps	theirs	is	a	silence	patient	with	vengefulness	towards		 the	living.	(Wilson	2003	[1985]:1)			 The	spitefulness	that	Ryan	senses	from	his	disembodied	and,	for	the	moment,	discarded	boots,	waiting	to	be	re-worn,	reminds	him	not	of	the	‘evanescence	of	life’	as	Wilson	suggests	museum	clothes	do,	but	the	evanescence	of	his	relationship.	Wilson’s	observation,	like	Ryan’s	poses	the	notion	of	‘agency’	in	relation	to	clothing	items,	that	is	the	active	ability	of	dress	to	affect	people,	but	also	hints	at	the	‘anthropomorphic’	qualities	of	dress,	the	ways	in	which	dress	is	at	times	treated	by	the	wearer	as	if	it	had	human	qualities.	Wilson	asks	what	is	the:			 	…source	of	this	uneasiness	and	ambiguity,	this	sense	that	clothes	have	a		 life	of	their	own?	(Wilson	2003	[1985]:3)		She	suggests,	drawing	on	the	work	of	Douglas	(1966)	on	‘boundaries’	that	the	answer	may	lie	in	the	uneasy	space	that	clothes	bridge	between	the	‘biological	body’	and	the	‘social	being’.	In	so	doing	it	questions	what	elements	of	the	body	are	‘biological’	and	what	are	‘cultural’.	At	the	boundaries	of	the	body:		
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	 …pollution	may	leak	out.	Many	social	rituals	are	attempts	at	containment		 and	separation,	devised	to	prevent	the	defilement	that	occurs	from	one		 place	-	or	category	-	into	another.	(Wilson	2003	[1985]:3)		 		 For	Ryan,	his	perception	is	that	the	negative	emotion	from	the	relationship	has	leaked	from	him	and	his	girlfriend	into	the	materiality	of	the	boots	that	he	wore	when	they	were	a	couple,	and	he	therefore	has	to	keep	the	boots	at	a	distance	to	protect	himself	from	this.	Here	the	boots	can	be	seen	to	have	a	sort	of	malign	presence.	As	previously	discussed,	Merleau-Ponty’s	articulation	of	the	‘strange	system	of	exchanges’	between	humans	and	objects	bound	together	in	the	world,	a	world	of	relations	suggests	that	the	perceived	‘boundaries’	between	them	are	less	a	point	of	division	and	more	a	place	of	‘undividedness’	and	of	‘crossover’.			 As	will	be	discussed	in	more	depth	in	chapter	seven	in	relation	to	smell,	Douglas	(1966)	considers	the	way	in	which	dirt	is	culturally	understood	to	be	‘matter	out	of	place’	-	a	potential	threat	to	the	boundaries	of	the	body	-	and	in	order	to	avoid	pollution,	the	body	is	surrounded	by	rituals.	To	a	degree,	Ryan	can	be	seen	to	be	practicing	ritual	avoidance	around	the	boots	in	order	to	avoid	contamination.	Additionally	Miller	has	discussed	in	relation	to	the	material	culture	of	houses,	how	‘houses	come	to	occupy	us	as	we	come	to	occupy	it’	through	personal	decoration	and	inhabitation	and	conversely,	‘what	we	may	not	fully	possess	comes	to	some	degree	to	possess	us’	(Miller	2001:11).	For	now	the	boots	feel	as	though	they	have	the	residue	of	his	girlfriend	still	possessing	them,	but	in	time	Ryan	may	be	able	to	assert	re-possession.			 To	return	to	the	notion	of		‘likeness’,	this	example	suggests	how	people	crossover	into	things	and	things	crossover	into	them.	For	Ryan,	the	sense	of	likeness	makes	him	put	a	barrier	of	space	between	himself	and	the	boots	–	reflecting	the	barrier	that	has	arisen	between	himself	and	his	ex-girlfriend,	but	‘likeness’	can	also	create	positive	desire	and	action.	As	discussed	at	the	beginning	of	this	section,	when	shopping,	some	participants	described	being	drawn	towards	certain	items	which	‘caught	their	eye’,	and	this	involves	a	sense	of	recognition.	A	sense	that	it	will	be	right	for	them,	that	there	is	a	‘fit’	between	them	and	the	item,	or	at	least	that	there	is	a	strong	‘potential’	for	connection.	This	feeling	of	recognition	that	relates	to	the	self-question	‘is	it	me?’	shapes	purchasing	decisions	
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and	can	be	felt	intensely.	One	participant	described	it	as	the	sense	that	the	item	has	actually	been	waiting	there	for	them	to	find.	This	points	to	Merleau-Ponty’s	assertion	of	the	‘fundamental	narcissism	of	vision’	as	previously	mentioned,	but	also	to	his	assertion	that	knowledge	of	things	already	exists	within	the	seer.	Merleau-Ponty	puts	it	this	way:			 Things	have	an	internal	equivalent	in	me;	they	arouse	in	me	a	carnal		 formula	of	their	presence.	(Merleau-Ponty	1993	[1964]:126)			 These	seemingly	‘strange’	connections	with	some	items	of	clothes	punctuated	a	more	everyday	sense	that	participants	had	around	clothes	that	were	‘right’	for	them.	As	outlined	in	the	definition	of	‘Dress	and	fashion’	at	the	beginning	of	chapter	one,	participants	were	aware	of	fashion	and	of	course,	have	to	choose	from	the	clothes	available	to	them,	however	almost	all	of	them	stated	that	they	did	not	follow	the	latest	trends,	reflecting	a	postmodern	trend	towards	the	individualization	of	style	and	identity,	in	which	unique	and	individual	styles	of	dressing	are	developed.	There	was	also	a	difference	between	shopping	for	an	outfit	with	a	particular	occasion	or	need	in	mind,	and	shopping	for	pleasure.	However	in	both	situations,	a	sense	of	personal	style	or	what	suited	them	provided	the	main	guiding	principles	when	making	purchasing	choices.	For	example,	all	participants	expressed	an	opinion	on	the	kind	of	colours	that	appealed	to	them	or	that	‘suited’	them	and	were	drawn	towards	these.			
Colour		Colour	was	a	major	factor	framing	participants’	personal	rules	of	dressing.	It	provided	an	initial	means	with	which	to	quickly	sift	through	the	myriad	of	choices	on	offer	when	shopping	and	hone	in	on	those	items	that	were	more	likely	to	be	‘right’	for	them,	ignoring	others.		Jill,	a	mother,	musician	and	care	worker	in	her	mid-forties,	explains	her	shopping	technique:			 So	I	guess	I	just	sort	of		-	it’s	almost	like	you	scan,	you	know?	You	just	have		 an	eye	and	you	just	kind	of	-	colours.	I	mean,	colours	are	important.	So		 for	example,	if	shops	have	got	things	in	-	they’re	kind	of	colour		
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	 co-ordinated.	So	I’ll	hone	in	on	colours	that	I	like.			 (Jill	Interview	1:	00:03:13)			Whilst	this	knowledge	of	what	appealed	and	what	hopefully	might	suit	them	had	been	gained	through	experience	and	broadly	framed	their	choices,	it	was	open	for	negotiation.	Colour	preferences	changed	to	varying	degrees	throughout	the	participants’	lives	as	different	colours	were	deemed	to	have	‘suited’	them	at	different	ages	–	as	defined	by	cultural	norms,	and	according	to	fashion.	That	said,	often	underlying	preferences	were	formed	through	childhood	experience,	relating	to	the	environment	in	which	participants	grew	up.	Robert,	a	retired	ceramicist	reminisces	often	during	the	interviews,	reflecting	on	the	influence	of	his	childhood	sensory	experiences	(this	was	true	for	all	the	older	participants	and	many	of	the	younger	ones).	He	uses	colour	in	his	art	and	describes	a	childhood	v-neck	jumper	with	a	maroon	trim	that	he	thought	was	beautiful.	He	links	his	love	of	colour	to	a	rejection	of	the	grey	landscape	he	grew	up	in.		 		 I	think	it’s	because	everything	was	grey	when	I	grew	up.	Everything	was		 totally	grey…	I	have	a	strong	visual	memory	of	going	to	one	of	my		 grandparents	on	a	Saturday	afternoon,	which	is	a	grey	interior…but		 looking	out	of	the	window	-	and	they	were	next	to	a	football	ground	-	and	all		 these	men	and	they	were	all	grey,	they	were	all	kind	of	…	it	was	just	a	sea		 of	uniformity…	(Robert	Interview	1:	01:23:45)			 Robert	then	describes	an	uncle	coming	to	visit	who	wore	‘green,	suede,	brogue	shoes’	and	him	being	‘gobsmacked’.	This	was	an	unusual	sight	for	Robert	at	that	time.	He	experienced	a	sensory	punctuation	or	moment	of	intensity	within	an	otherwise	homogeneous	environment	and	his	reaction	was	visceral.	This	small	instance	had	a	far-reaching	impact	upon	his	later	experience	and	life,	as	can	be	evidenced	in	the	pleasure	he	gets	from	colour	in	his	clothes	and	work.	He	arrives	at	the	second	interview	wearing	a	bright	turquoise	cardigan	and	burgundy	polka	dot	silk	scarf	(see	Fig.	4.02	on	page	157).				 While	Robert’s	attitude	to	colour	had	remained	generally	stable	throughout	his	life,	some	participants’	colour	preferences	did	change	to	varying	degrees.	This	
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often	related	to	the	social	context	of	their	lifestyle	and	what	they	felt	was	appropriate	for	their	age.	Ryan,	for	example,	wore	bright	colours	at	art	college,	later	dressing	more	seriously	when	he	had	his	first	job	in	London.	At	the	time	of	the	interview	he	was	more	secure	in	his	career	and	felt	confident	enough	to	wear	
some	bright	colours,	such	as	his	‘lairy’	trainers.	He	states	however,	that	while	he	would	be	happy	to	have	the	same	style	of	dressing	at	age	sixty,	it	is	unlikely	that	he	will	still	be	wearing	‘bright	shoes’	(Ryan	Interview	2:	00:25:05).	In	fact,	Ryan	looks	forward	to	conforming	to	a	more	‘classic’	look	as	he	ages.	Robert	on	the	other	hand,	who	is	in	his	early	seventies,	is	resisting	what	he	sees	as	the	bland	‘uniform’	that	persists	for	older	men	-	one	that	to	him,	suggests	little	interest	in	appearance	and	fashion.	As	Robert	articulates	frequently	in	the	interviews,	he	finds	pleasure	in	the	visual	(and	other	sensory)	aspects	of	dress,	but	cannot	understand	why,	in	his	view,	most	men	tend	to	deny	themselves	this	when	they	get	to	his	age.		Robert’s	uncle’s	‘green	suede	brogues’	and	Ryan’s	‘lairy’	trainers	appeal	because	they	enable	a	pleasurable,	bodily	transformation.	Ryan	describes	how	his	trainers	‘embody’	and	bring	out	his	playful	side:			 And	I	think	when	I	walk	around	town,	I	walk	really	quickly	(laughter)	and	I		 quite	like	kind	of	jumping	up	and	down	steps	and	generally	kind	of		 springing	around	and	they’re	good	for	that.	(Ryan	Interview	1:	00:00:56)		He	states	that,	reflecting	on	this	experience,	he	has	started	to	value	his	position	as	the	younger	more	playful	person	at	work.			 …I’ve	started	to	realise	that	being	someone	that	can	have	fun	and	can	turn	a		 boring	work	thing	into	something	that	people	enjoy	is	quite	valuable.		 Because	a	lot	of	work	is	boring.	These	shoes	are	my	symbol	of	that.		 (Ryan	Interview	1:	00:01:54)		As	a	result	of	their	potential	effects,	Ryan	develops	a	connection	with	his	shoes.	To	refer	back	to	Merleau-Ponty,	the	body	‘opens	up’	towards	things	and	they	are	‘caught	up’	in	each	other,	in	the	‘strange	system	of	exchanges’	(1993	[1964]:124).	For	Robert	too,	the	memory	of	his	uncle’s	green	suede	brogues	stay	with	him	-	as	a	
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look	that	will	both	fit	in	with	the	required	norms	of	dressing	to	suit	that	situation,	while	also	expressing	individual	preferences.	As	Entwistle	points	out,	her	own	study	agrees	with	Tseëlon’s	suggestion	that	the	level	of	self-consciousness	is	related	to	the	type	of	social	situation.	She	states,	perhaps	not	surprisingly,	that	in	Tseëlon’s	study:			 		 …the	highest	degree	of	self-consciousness	of	appearance	was	manifest	in		 very	formal	situations	such	as	weddings	or	job	interviews,	while	moving		 around	the	house,	or	doing	the	weekly	shopping	had	rather	lower	levels		 of	attention.	(Entwistle	2000:31)			 Similarly,	in	this	study,	participants,	both	men	and	women,	expressed	a	higher	concern	with	appearance	in	relation	to	social	‘events’	or	work	situations.		Much	of	the	concern	centred	on	the	need	to	find	the	right	outfit.	A	process	that	involved	looking	at	their	reflection	in	the	mirror	in	order	to	assess	an	outfit,	but	also	attempting	to	put	themselves	into	the	position	of	other	people	looking	at	them.	The	participants	could	never	be	entirely	sure	of	how	they	would	look	once	out	and	about	because	part	of	this	was	dependent	on	other	people’s	interpretations	of	their	appearance.	April	says	of	her	favourite	trousers:			 …if	I	can’t	be	bothered	to	faff	around	and	decide	what	to	wear,	I	know		that		 I’ll	just	wear	these	and	feel	nice.	And	hopefully	look	nice.			 (April	Interview	2:	0:02:38)		April	‘hopes’	she	will	look	nice	but	‘knows’	that	she	‘feels’	nice.	There	is	an	inherent	tension	in	the	duality	of	appearance,	of	seeing	and	being	seen,	of	the	‘self’	and	the	‘other’.		Merleau-Ponty	articulates	the	strangeness	of	being	a	sensing	body	that	is	simultaneously	and	paradoxically	able	to	see	itself	seeing	and	touch	itself	while	touching.			 My	body	simultaneously	sees	and	is	seen.	That	which	looks	at	all	things		 can	also	look	at	itself	and	recognise,	in	what	it	sees,	the	‘other	side’	of	its	
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synthetic	fabric	(see	Fig.	4.03	on	page	158).	To	Susan’s	surprise	her	daughter	thought	it	would	be	‘perfect’.				 I	just	felt	like	laughing	because	it	was	so	ridiculous.	I	wore	that	and	I	was		 actually	reading	a	poem	out	at	the	wedding	in	the	cathedral	and	she		 thought	it	was	all	fine…	Here’s	a	dress	that	I	have	never	worn,	never		 really	wanted	to	wear	particularly	-	I	didn’t	think	it	looked	particularly		 nice,	but	she	did	-	and	it	was	a	clothes	swap	(laughter).			 (Susan	Interview	2:	00:27:51)		Susan	realizes	that:			 It	was	her	idea	of	what	I	looked…it	was	perfectly	ordinary,	short-sleeved,		 polka	dot.	It	was	awful	material	I	remember,	Crimplene	type	stuff,	but	it		 didn’t	matter	because	nobody	was	going	to	come	up	and	feel	it,	nobody		 cared.	(Susan	Interview	2:	00:27:51)		 		 She	is	aware	of	the	conflict	between	how	she	appears	to	others,	how	she	thinks	she	looks	and	also	how	the	fabric	feels	to	wear.	For	her,	Crimplene	is	both	a	symbol	of	the	artificial	and	not	something	she	likes	against	her	skin.	She	is	also	aware	of	the	playful	irony	inherent	in	the	situation.	Both	conforming	yet	resisting,	Susan	appears	to	have	made	an	effort,	to	be	wearing	something	smart,	something	she	likes,	and	something	that	is	‘her’,	yet	she	would	never	normally	wear	it.	In	a	double	irony,	she	loves	the	fact	that	only	she	knows	the	dress	came	from	a	clothes	swap,	which	is	in	fact	a	private	expression	of	her	inner	beliefs.	Susan	experiences	this	tension	not	as	anxiety	but	as	a	positive	and	satisfying	revelation	and	confirmation.	She	realizes	that	the	outfit	is	in	fact	‘anonymous’	and	fits	the	situation,	precisely	because	it	is	a	formal	situation,	which	involves	an	aspect	of	‘distance’.		So	long	as	it	looked	‘presentable’	that	was	enough.	In	the	end,	it	affirms	Susan’s	belief	that	people	should	not	be	so	concerned	with	conforming	to	social	expectations	around	appearance,	in	her	words,	what	they	think	they	‘ought	to	look	like’.		
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	 …nobody	really	cares	what	anybody	else	wears,	let’s	face	it,	unless	it’s		 absolutely	fantastic	and	stuff.	Nobody	cared,	they	wanted	to	see	me	and		 talk	to	me,	not	the	dress.	There	I	was	revealing	my	deepest	belief	to		 myself;	it	was	really	satisfying	in	all	sorts	of	ways.			 (Susan	Interview	2:	00:53:10)			Susan	uses	her	own	emotional	relationship	to	the	dress	to	balance	out	the	tensions	she	feels	from	the	social	requirements	of	the	wedding	and	from	her	daughter.	Visual	aspects	of	dress	and	appearance	are	often	framed	by	perceived	social	and	cultural	requirements.	However,	these	requirements	are	mediated	by	other	sensory	aspects	of	dress	such	as	the	feel	of	clothes	on	the	body,	but	also	by	more	intangible	emotional	‘feelings’	and	connections	individuals	have	with	their	clothing.	In	this	example,	Susan’s	sensory	experience	of	being	dressed	embodies	the	interplay	between	the	private	and	public,	individual	and	social	aspects	of	everyday	life.			 As	the	above	example	illustrates,	dress	can	be	used	as	camouflage,	to	blend	in	with	others,	as	Susan’s	‘anonymous’	dress	successfully	did.	Participants	cited	varying	reasons	why	they	wanted	to	blend	in,	rather	than	invite	the	gaze	of	others	through	their	clothes.	Paul,	who	dresses	in	a	classic	style	and	tends	to	stick	to	staple	wardrobe	items	in	muted	colours,	describes	himself	as	not	wanting	to	stand	out	(see	Fig.	4.04	on	page	159).	He	links	this	to	a	number	of	factors.	He	works	in	the	music	business	alongside	people	with	big	personalities	who	want	to	be	the	centre	of	attention.	His	role	is	as	a	facilitator,	and	he	wants	to	do	this	discreetly,	his	style	of	dressing	reflects	this	(Paul	Interview	1:	00:42:00).	However,	he	also	stated	that	he	would	love	to	wear	some	loud	clothes	but	as	a	relatively	short	person	he	doesn’t	think	they	suit	him.	So	his	feelings	about	his	body	also	affect	his	choice	to	blend	in.	His	outfit	is	balanced	carefully	in	order	to	accentuate	certain	parts	of	his	body	and	to	detract	from	others.	All	participants	did	this	to	some	extent.			 Andrea,	a	sculptor,	could	only	wear	her	rings	if	she	had	not	been	sculpting	recently	as	otherwise	she	was	aware	of	drawing	attention	to	her	calloused	hands	(Andrea	Interview	1:	00:47:22).	Jill	on	the	other	hand,	like	Ryan,	related	her	wish	to	blend	in	to	her	mood.	If	she	is	feeling	low,	Jill	keeps	her	clothes	‘neutral’	as	she	does	not	have	the	‘head-space’	to	make	complex	or	adventurous	decisions	about	
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what	to	wear	(Jill	Interview	1:	00:37:05).	For	all	three,	blending	in	is	a	way	of	avoiding	the	possible	negative	judgement	of	others	or	indeed	attracting	any	attention.	Clothes	are	subject	to	interpretation,	both	positive	and	negative	by	others	because	they	have	symbolic	social	and	cultural	associations	in	relation	to	‘taste’	and	social	status.			 To	make	a	strong	visual	statement	through	dress	therefore	requires	confidence	-	the	ability	to	handle	the	judgement	of	others.	Ryan	veers	between	feeling	less	confident,	when	he	will	dress	conservatively,	to	waking	up	with	a	‘spring	in	his	step’	when	he	feels	more	‘show-offy’.	On	these	days	he	actively	uses	his	clothes	to	make	an	impact,	to	invite	the	gaze	of	others,	and	he	enjoys	the	attention	this	brings.	When	participants	received	compliments	on	their	outfit	they	enjoyed	the	sense	of	attention	and	shared	appreciation.	The	gaze	is	shared	and	a	connection	made.	Some	connections	are	complex,	involving	an	element	of	disconnection.	For	example,	Ryan	describes	how	he	used	to	consciously,	but	playfully,	annoy	his	father	by	wearing	outlandish	outfits.				 Yeah,	he	(Dad)	was	a	builder,	well	he	is	a	builder,	and	he’s	very	kind	of		 macho	and	no	interest	in	clothes	whatsoever.	And	I’ve	always	been	a	lot		 more	kind	of	-	I	guess	kind	of	emotional	or	-	I’ve	always	kind	of	enjoyed		 coming	back	from	uni	and	kind	of	prodding	him	with	what	I	was		 wearing.	(Ryan	Interview	1:	00:33:24)		 		 Through	the	visual	impact	of	his	clothes,	Ryan	tests	out	the	reaction	from	his	father.	He	plays	with	the	tensions	inherent	in	their	familial	relationship,	using	the	‘disconnect’	created	through	difference	to	re-affirm	their	own	particular	connection	and	roles	within	the	family.	In	this	way,	the	sensory	dimensions	of	Ryan’s	clothing	play	a	role	in	the	complex	negotiation	between	the	duality	of	resistance	and	conformity,	belonging	and	differentiation	that	frames	his	relationship	with	his	father.	There	is	a	similarity	here	with	Susan’s	experience	at	the	wedding,	where	there	are	social	tensions	that	come	from	the	required	formality	of	the	event.	For	both	the	tensions	are	played	out	and	negotiated	through	visual	(and	other	sensory)	aspects	of	dress.	In	both	cases,	the	emotional	dimension	
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to	their	experience	is	explicit,	suggesting	a	strong	link	between	the	emotions	and	sensory	aspects	of	dress.			 Ryan	uses	the	term	‘prodding’	here	in	relation	to	the	impact	his	appearance	has	on	his	father.	This	is	another	example	where	the	visual	impact	of	clothes	is	described	using	words	that	traditionally	refer	to	other	sensory	modes,	such	as	touch	or	sound.		As	previously	mentioned,	clothes	‘jump	out’	or	‘call	out’	to	participants,	patterns	and	colours	are	described	as	‘loud’,	and	Ryan	also	says	that	he	sometimes	dresses	in	a	‘low	key’	manner.		This	suggests	that	the	significant	aspect	for	the	wearer	and	perceiver	is	less	about	the	particular	mode	of	sensory	perception	and	more	about	its	intensity	and	effect.	Sensations	have	a	spectrum,	based	on	their	perceptual	‘effect’.	However	the	level	of	effect	and	impact	is	contingent	on	the	contexts	in	which	it	is	perceived.	So	what	is	garish	and	over-the-top	to	one	person	may	not	be	to	another.	Ryan’s	outfit	may	not	get	more	than	a	second	glance	at	university,	but	at	home,	in	the	context	of	his	close	and	particular	relationship	with	his	father,	it	seems	to	reach	out	and	touch	his	father	right	where	it	hurts,	albeit	in	a	playful	manner.	This	crossover	between	the	sensory	modalities	could	be	seen	as,	what	Stewart	(2005)	terms	a	‘complex	kind	of	synaesthesia’.	Not	just	a:			 …mixture	of	sense	impressions	as	in	a	‘bright	noise’,		a	‘cold	colour’	or	a		 ‘sharp	aroma’	but	a	synthesis	of	imagined	and	material	experiences.	 (Stewart	2005:64)			 	The	focus	here	is	on	the	‘material	experience’	of	sensing.	Stewart	is	considering	the	thematic	use	of	the	senses	in	art	and	gives	the	example	of	Wagner’s	Tristan	who	‘”hears	the	light”	and	the	audience	hears	it	as	well’	(2005:64).	Ryan	feels	his	visual	appearance	touching	his	father.			 Ryan	is	using	the	visual	aspects	of	his	dress	to	make	an	impact,	to	invite	and	deflect	the	gaze	of	others	in	particular	situations	and	to	reflect	his	mood.	Ryan,	like	Paul,	Susan	and	to	various	degrees	all	the	participants,	is	conscious	of	how	he	looks	to	others.	The	way	he	chooses	to	dress	provides	an	element	of	control	over	this.	So	the	visual	aspects	of	dress	(working	in	tandem	with	other	sensory	aspects)	are	used	to	help	negotiate	the	participants’	movement	through	the	social	world.		
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forgetful	of	dignity	and	restraint,	for	he	who	loses	all	often	easily	loses	himself.	(Levi	1987	[1959]:33)		Goffman’s	asylum	-	his	study	of	which	took	place	over	half	a	century	ago	-	and	Auschwitz	are	extreme	and	historical	environments.	However,	arguably	not	too	dis-similar	environments	still	do	exist	in	the	world,	and	even	in	less	extreme	contexts,	the	concerns	still	have	some	relevance	today.	As	mentioned,	a	recent	ESRC	funded	study	‘Dementia	and	Dress:	embodiment,	identity	and	personhood’	undertaken	by	Buse	and	Twigg	accentuated	the	importance	of	clothing	in	‘endorsing	their	sense	of	identity	at	a	directly	embodied	level’	for	individuals	in	institutional	settings	(2013:327).			 Within	the	context	of	everyday	dress,	parallels	can	be	seen	with	April’s	sense	of	protection	she	gets	from	her	clothing	and	her	ability	to	layer	them	in	order	to	feel	‘comfortable’.	The	shirt,	and	her	technique	of	layering	provide	a	physical	barrier	from	and	a	means	of	negotiating	the	gaze	of	others	and	how	they	might	judge	her.	Tseëlon,	referencing	Goffman	in	her	discussion	of		‘the	gaze	of	the	other’	in	relation	to	feminine	identity,	states	that,	‘It	is	commonly	accepted	that	direct	gaze	is	a	form	of	invasion’	(1995:67).	As	a	result,	as	Goffman	has	noted	in	public	situations,	strangers	tend	to	politely	avoid	staring	(Goffman	quoted	in	Tseëlon	1995:67).	If	the	gaze	of	others	is	taken	as	a	potential	form	of	defilement	of	the	body,	then	the	body	must	be	taken	as	potentially	vulnerable,	as	having	boundaries	to	be	breached.		Wilson	(2003	[1985])	describes	the	boundaries	of	the	body	and	its	relation	to	clothing	thus:			 If	the	body	with	its	open	orifices	is	itself	dangerously	ambiguous,	then		 dress,	which	is	an	extension	of	the	body	yet	not	quite	part	of	it,	not	only		 links	that	body	to	the	social	world,	but	also	more	clearly	separates	the		 two.	Dress	is	the	frontier	between	the	self	and	the	not	self.			 (Wilson	2003	[1985]:3)		Clothing,	provides	a	physical	but	also	a	‘symbolic’	point	of	separation	and	joining	between	the	body	and	the	external	material	and	socio-cultural	world.	Wilson	is	
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drawing	on	Douglas’s	(1966)	notion	around	the	boundaries	of	the	body,	and	this	is	also	discussed	further	in	chapter	seven	on	smell.	Cultural	categories	relating	to	bodies	and	identity,	such	as	gender,	sexuality,	age	and	social	status	are	reinforced	through	the	type	of	clothing	that	is	worn	and	the	way	in	which	it	is	worn.	But	clothing	can	also	be	used	to	challenge	these	frontiers,	to	re-imagine	what	is	the	‘self’	and	the	‘not-self’,	to	move	between	and	re-invent	cultural	categories	that	frame	the	body	and	identity.	As	Wilson	(2003	[1985])	points	out,	in	all	societies,	from	the	earliest	forms	of	adornment:			 The	bodies	of	men	and	of	children	not	just	those	of	women,	were	altered		 -	there	seems	to	be	a	widespread	human	desire	to	transcend	the	body’s		 limitations.	(Wilson	2003	[1985]:3)		 By	viewing	the	clothing	of	the	body	and	its	resulting	meanings	as	part	of	the	structuring	of	the	body	within	culture,	the	act	of	revealing	and	concealing	the	physical	body	is	a	social	and	at	times	political	act.	However,	it	is	also	one	that	often	has	an	emotional	dimension	for	the	wearer.	Purposefully	presenting	aspects	of	the	self	to	others	through	clothing	is	an	attempt	to	create	an	external	impression,	but	it	is	also	a	means	of	negotiating	the	wearer’s	own	sense	of	self.	After	Ryan	had	broken	up	with	his	girlfriend,	he	describes	how	he:					 …kind	of	went	to	town,	kind	of	presenting	myself	well	and	presenting	like		 a	strong	front,	I	guess.	(Ryan	Interview	1:	00:50:45)		Knowing	that	he	might	bump	into	his	ex-girlfriend,	he	says	that	‘for	both	their	sakes’,	he	wanted	to	let	her	know	he	was	coping	alright,	to	reveal	visually	through	his	appearance	and	clothing	his	emotional	recovery	and	social	movement	away	from	the	relationship.	Here,	his	dressed	appearance	does	not	merely	represent	the	preordained	fact	that	he	is	‘ok’	-	rather	the	very	act	of	making	the	effort	is	part	of	becoming	‘ok’.	This	is	evident	when	he	eventually	does	bump	into	her,	and	she	comments	that	he	looks	really	nice	-	allowing	them	both	a	sense	of	closure.		 Both	Ryan	and	April’s	examples	demonstrate	how	through	their	dress	they	are	negotiating	the	point	where	the	individual	body,	sexuality,	gender	and	social	
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relations	meet.	Ryan’s	management	of	his	appearance	through	his	clothing	choices,	in	this	situation,	relates	explicitly	to	human	relations	and	a	wish	to	look	and	feel	both	attractive	and	confident.	When	selecting	her	outfit	for	a	night	out,	April	is	aware	of	the	gendered	and	sexualised	associations	with	types	of	clothing	and	how	an	outfit	is	constructed.	Historically	women	have	been	predominately	associated	with	sexualized	forms	of	dressing,	while	men	are	seen	to	dress	for	status	(Entwistle	2000:186).	However	as	Entwistle	argues	and	the	testimony	in	this	study	suggests,	both	men	and	women	dress	for:			 …different	reasons	and	on	some	occasions	women	dress	for	status	and		 men	to	attract	admirers.	(Entwistle	2000:186)		April	tries	to	find	a	balance	between	looking	feminine	and	sexy	but	not	overtly	so.	Certainly,	when	‘dressing	up’,	women	have	to	manage	the	exposure	of	their	bodies	in	a	way	that	men	do	not.	The	types	of	clothing	on	offer	to	women	when	‘dressing	up’	tend	towards	the	revealing,	examples	being	April’s	short	dress	or	sheer	shirt,	whereas	men’s	clothing	tends	to	cover	more	of	the	body,	shirts	and	long	trousers	for	example	(see	Eicher	2001	for	a	cross-cultural	comparison	of	male	and	female	public	display	of	skin).			 In	Entwistle’s	study	of	women’s	dress	in	the	workplace,	she	highlights	the	particular	need	for	women	(much	more	so	than	for	men)	to	‘manage’	their	bodies	in	order	to	avoid	associations	with	sexuality	(2000:190).	April	wishes	to	look	attractive	but	would	not	want	people	seeing	her	bra	(April	Interview	2:	00:20:50),	an	item	of	clothing	often	associated	with	sex	and	relating	to	the	sexualized	breast	area.	Underwear	is	there	to	support,	protect	and	conceal	intimate	parts	of	the	body	and	is	normally	concealed.	To	reveal	it	is	either	to	make	a	particular	statement,	which	may	be	sexualized	or	it	is	a	potential	cause	for	embarrassment.	As	Entwistle	suggests,	drawing	on	the	work	of	Georges	Bataille	and	Steele	the	act	of	covering	and	uncovering	parts	of	the	body	with	clothing	can	be	erotic	because	it	links	sexuality	and	the	body	to	imagination.	Clothing	infuses	the	naked	body	with	sexual	meaning,	‘adding	mystery	and	making	it	provocative’	(Entwistle	2000:181).		 	
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this	study	suggests,	one	that	could	be	researched	further).	Alternatively	the	need	to	conceal	may	diminish.	As	bodies	move	through	the	world,	situational	needs	and	norms	are	apt	to	change;	clothes	ride	up,	our	bodies	get	sweaty	and	as	the	physical	and	social	environment	changes	and	moves	around	us	the	need	to	reveal	or	conceal	may	change.	April	admits	that	she	only	wears	short	dresses	when	‘going	out’	at	night.				 So	like	when	I	first	put	it	on	I’d	probably	be	a	bit	self	conscious,	but	then		 after	I’ve	had	a	drink,	I	wouldn’t	care	anymore.			 (April	Interview	2:	00:01:44)		Contexts	such	as	the	weather,	environment	and	time	of	day	(in	this	case	a	dark	club	or	pub	at	night)	and	other	changing	social	contexts	which	in	turn	affect	the	mood	of	the	wearer	and	those	around	them	(in	this	case	a	sense	of	loosening	of	inhibitions	from	alcohol)	can	affect	how	great	the	need	is	to	conceal	or	how	great	the	desire	is	to	reveal.	Context	also	affects	how	clothing	appears	to	both	the	wearer	and	others,	what	seems	appropriate	or	is	embarrassing	in	one	situation	may	not	be	in	another	and	this	is	discussed	in	more	detail	in	the	following	section	on	contextualizing	the	visual.		 In	the	aforementioned	examples,	the	participants	are	keen	to	demonstrate	their	awareness	of	social	norms	through	what	they	reveal	and	conceal	of	their	bodies.	However,	for	one	participant,	Karen,	the	practice	of	revealing	and	concealing	her	body	was	a	form	of	political	resistance	to	social	norms.	Tseëlon	(2001a)	utilises	the	notion	of	masquerade	in	relation	to	female	identity	construction	and	outlines	how	the	act	of	covering	can	be	used	to	create	or	breakdown	cultural	rules.		 		 Masquerade	is	simultaneously	an	analytic	and	a	critical	tool.	As	such,	it		 can	be	used	both	for	identity	construction,	and	for	critical	deconstruction.		 As	an	analytic	category,	it	is	a	‘technology	of	identity’	that	deals	with		 literal	and	metaphorical	covering	for	ends	as	varied	as	concealing,		 revealing,	highlighting,	protesting,	protecting,	creating	a	space	from		 where	one	can	play	out	desires,	fears,	conventions	and	social	practices.	As	
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	 a	critical	subversive	strategy	it	mocks	and	destabilizes	habitual	positions		 and	assumptions,	transgressing	rules	of	hierarchy	and	order.			 (Tseëlon	2001a:108)		 		 Karen	is	articulate	about	her	clothes	and	is	known	by	her	friends	for	her	love	of	layering	clothes	together,	it	defines	her	and	is	part	of	her	wider	approach	to	the	world.	She	is	politically	minded,	a	feminist	and	activist.	Her	dressing	strategy	involving	layering,	modifying	and	often	pinning	her	clothes,	provides	a	means	to	transgress	social	rules	in	which	she	does	not	believe	and	to	protect	herself	from	those	who	uphold	them.		She	covers	her	body	to	avoid	what	she	sees	as	men’s	objectifying	gaze.		 I	don’t	really	like	women	being	(sigh)	objectified	by	men,	and	women	as	well	doing…	I	know	that	some	women	like	wearing	tight	stuff	because		they	feel	comfortable	and	they	like	looking	at	themselves	in	the	mirror,	but	I	think	really	deep	down	in	their	heads	the	reason	is	because	they	want	men	to	like	them	and	I	don’t	like	that	attitude,	so	that’s	why	I	wear	lots	of	layers	to	cover	myself.	(Karen	Interview	1	00:07:00)			Her	clothes	provide	protection	from	the	gaze	of	certain	others.	If,	as	Wilson	(2003	[1985])	suggests,	clothing	marks	out	the	fluid	boundary	between	the	inner	and	outer	self,	then	Karen’s	layers	of	clothing	can	be	understood	to	provide	a	physical	and	metaphorical	barrier	to	the	thoughts	and	beliefs	of	other,	a	means	to	prevent	them	from	penetrating	her	body	and	psyche.	This	also	suggests	the	way	in	which	the	mind	is	contained	in	the	materiality	of	clothing	(Prown	2001	[1982]).			 Karen	describes	how	she	had	an	obsession	with	covering	her	neck	often	wearing	high	neck	tops	layered	with	scarves	and	necklaces.			 I	think	it	comes	from	the	stuff	I	don’t	like	showing	here,	cleavage	and	stuff		 and	so	I	started	wearing	things	higher	and	higher	covering	my	neck	so		 people	don’t	see	anything	(laugh).	(Karen	Interview	1:	00:07:45)		
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Sara:	A	lovely	day,	yeah?	So	just	to	describe	the	dress…		 Ok.	It's	a	synthetic	material.	It's	white.	It's	short.	It's	what	I	refer	to	as	a	flimsy	dress.	It	has	a	pattern	of	-	I'm	not	sure	what	they	are	-	they're	like	purple	rose	heads…Yeah,	it's	very	kind	of	summery...		(Robert	Interview	2:	01:05:00)		Clothing	moves	in	multiple	ways	and	this	affects	both	how	it	appears	and	the	meanings	that	are	attached	to	this.	The	materiality	of	dress	items	(like	the	flesh	of	the	body)	changes	and	ages	through	wear	and	tear,	and	many	of	the	participants	still	had	and	wore	clothes	that	were	fairly	worn	out	–	often	because	they	become	more	comfortable	as	the	material	softened	with	age.	April	for	example	shows	me	her	favourite	desert	boots	that	she	still	wears	in	spite	of	the	hole	in	the	sole,	because	‘they’re	really	comfy’	(April	Interview	2:	00:33:40).	In	addition	to	this,	the	emotional	state	of	wearer	and	observer,	affects	the	way	in	which	clothing	appears,	and	it	can	go	in	and	out	of	awareness	depending	on	the	situation,	for	example	moving	between	private	and	public	spaces.	Robert	insisted	on	keeping	his	partner’s	dress,	even	though	she	no	longer	fitted	it,	because	of	its	sentimental	value.			 I	just	couldn’t	bear	it	being	thrown	away	because	it	was	such	a	strong		 visual	and	emotional	memory	of	that	kind	of	particular	day.			 (Robert	Interview	2:	01:08:00)				 Robert’s	visual	impression	of	the	dress	is	linked	to	the	sensual	movement	of	the	fabric	working	with	her	body	and	with	the	environment.	Robert	describes	his	memory	as	‘visual’,	but	he	draws	upon	other	senses	to	explain	the	visual.	So	the	image	in	his	head	is	given	form	through	sight	but	also	touch,	he	mentions	the	heat	of	the	day,	the	wind,	the	touch	of	the	dress	on	her	skin.	Although	he	doesn’t	mention	smell	or	sound	specifically	they	are	present	in	the	background.	During	the	
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interview	I	find	myself	empathising	with	and	imagining	what	Robert	is	describing	and	in	so	doing,	place	myself	fleetingly	on	the	common	with	the	sound	of	the	wind,	the	smell	of	the	grass	and	the	heat	of	the	day.	Visual	impressions	involve	the	other	senses	and	also	as	Robert	explicitly	states,	they	are	framed	by	emotion.	In	this	case,	like	the	aforementioned	example	of	Ryan’s	girlfriend’s	boots,	the	emotional	link	is	intense	to	the	degree	that	Ryan	cannot	bear	to	look	at	the	boots,	and	Robert	cannot	bear	not	to	ever	see	the	dress	again.	He	keeps	it	crumpled	at	the	bottom	of	his	wardrobe	and	although	he	rarely	gets	it	out	he	likes	to	know	it	is	there	as	a	memento.			 Entwistle’s	(2000)	definition	of	dress	as	a	‘situated	bodily	practice’	takes	into	account	an	active	body	moving	through	situations.	However,	less	attention	has	been	paid	in	sociological	and	embodied	accounts	of	dress	to	the	relationship	between	the	movement	and	materiality	of	the	body	and	the	movement	and	materiality	of	clothing.	As	Robert’s	example	demonstrates,	the	materiality	of	dress	is	in	an	active	relationship	with	both	the	sensory	body	inside	it	and	the	environment	around	it.	In	his	work	on	the	material	culture	of	dress,	Dant	(1999),	like	Entwistle,	emphasises	the	embodied	and	situated	nature	of	being	dressed,	but	he	also	acknowledges	the	link	between	this	and	the	materiality	of	dress.	He	describes	how	meaning	is	created	through	the	‘material	malleability’	of	clothing	and	its	relationship	with	both	the	body	and	the	situation.	The	meaning	of	dress,	he	suggests,	can	therefore	result	not	just	from	pre-existing	symbolic	associations	that	culture	attaches	to	types	of	garments,	but	through	the	wearer’s	‘engagement	with	the	garment	such	as	that	they	become	part	of	each	other’	(Dant	1999:107).	He	argues	that	worn	clothes	are	‘garments-in-a-situation’	and	therefore	the	contexts	within	which	they	are	worn	and	the	‘flow	of	action	and	interaction’	must	be	considered	in	relation	to	the	meaning	of	clothing.	He	gives	an	example	below.			 Interpreting	the	meanings	of	clothing	objects	requires	looking	at	them	in		 the	context	of	a	lifestyle	along	with	other	clothing	choices,	objects	and		 activities.	So,	for	example,	failure	to	follow	a	clothing	code	would	disturb		 the	flow	of	interaction	-	‘forgetting’	to	wear	a	tie	to	a	business	meeting		 may	unsettle	the	other	participants.	The	habitual	wearing	of	a	style	of		 clothing,	say	a	woman	wearing	fitting	trousers	and	a	bare	midriff,	may	be	
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	 construed	as	a	lifestyle	choice	to	fit	with	the	flow	of	action	and	interaction		 at	her	evening	dancing	in	a	club.	In	these	instances	the	clothes	have	a		 meaning	which	are	not	properties	of	garments	but	of	the	garments-in-a-	 situation.	(Dant	1999:97)				 When	the	woman	dances	in	a	club,	her	movement	and	the	type	of	interaction	that	this	entails,	contextualizes	the	meaning	of	her	outfit,	affecting	the	particular	ways	in	which	her	appearance	might	be	perceived	by	those	around	her.	The	visual	appearance	of	dress	items	is	unstable,	affected	by	interactions	with	other	items	of	clothing,	with	the	wearer’s	body	and	with	other	sensory	aspects,	with	other	people’s	bodies	and	with	the	environment.	An	outfit	that	looks	and	feels	right,	on	a	practical	and	aesthetic	level	for	dancing	at	a	nightclub	would	probably	look	and	feel	entirely	wrong	when	sitting	at	a	desk	in	the	office.	For	example,	April	has	a	pair	of	outlandish	or	in	her	words	‘mental’,	leopard	print,	platform	soled	shoes	that	she	loves	and	wears	whenever	she	goes	out	at	night	(see	Fig.	4.09	on	page	162),	but	as	she	says,	they	are	not	everyday	shoes.		
Sara:	What	do	you	associate	them	with?		 Like	fun?	Yeah.	Definitely.	Because	you	wouldn’t	wear	these	to	like	do	something	depressing	(Laughter).		
	














































































































































































































































































































	 moving?	You	know,	how	clothes	sound	sometimes.	They	have…			 Yes.	Oh	yes.	I’m	not	good	with	that.	I’m	not	good	with	things	making	sounds.		 I	mean,	when	I	wear	them.	(Paula	Interview	1:	00:38:55)		Paula	goes	on	to	reflect	that	sound	might	be	useful	when	she	wants	to	create	impact,	saying:			 Make	an	impression?	Maybe.	(Paula	Interview	1:	00:38:55)		 Participants	expressed	different	sensitivities	to	sound,	in	particular	Karen	and	Paul	were	aware	of	sound,	for	Paula	it	could	be	intrusive,	whereas	for	Paul	he	found	pleasure	in	sounds	associated	with	dress	items	and	with	the	practice	of	cleaning	his	shoes.		
	
Dress,	sound	and	socialization			 		 But	for	me,	my	clothes	are	important.	Yeah,	they	make	me	feel	good.	And		 also	you	can	dress	for	all	sorts	of	things.	You	know,	you	can	dress		 differently	for	school,	for	a	job	interview,	going	out	dancing,	going	to	the		 beach,	going	out	to	dinner.	You	know,	it’s	a	bit	of	theatre.		 (Paula	Interview	1:	00:38:26)		
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	 …the	experience	of	everyday	life	is	increasingly	mediated	by	a	multitude		 of	mechanically	reproduced	sounds…In	parallel	to	this,	cities	are	noisier		 than	they	ever	were	in	the	past	and	more	people	complain	about	levels	of		 noise	than	ever	before.	(Bull	and	Back	2003:1)			As	a	result,	participants	were	not	usually	aware	of	the	sound	of	their	dress.		The	interview	situation	was	unusual	in	that	it	facilitated	listening	carefully	to	these	sounds	and	some	participants	did	this	eagerly,	whereas	others	showed	less	interest.	Throughout	the	interviews	there	was	an	awareness	of	the	impact,	both	negative	and	positive,	that	the	sound	of	clothing	could	have	in	particular	social	instances.	Here,	I	will	draw	upon	examples	from	my	data	around	the	sound	of	shoes	clicking	along	the	pavement.	This	was	the	most	common	noise	discussed	by	the	participants	and	it	illustrates	how	sounds	of	the	dressed	body	can	attract	attention,	both	wanted	and	unwanted.				 As	previously	mentioned	in	chapter	two,	Karen	has	negative	associations	with	the	sound	of	men’s	formal	shoes	clicking	on	the	pavement.	She	articulates	the	nature	of	sound	as	being	particularly	intrusive,	immersive	and	resonant.	Here	she	is	discussing	the	difference	she	perceives	between	looking	at	and	hearing	someone	else’s	clothing.			 …I	can	just	look	and	analyse	it	and	then	it’s	over,	with	a	sound	I	can’t		 escape	it.	It’s	so	around	me	I	just	can’t	turn	my	ears	off.	With	my	eyes	I		 can	just	turn	around	and	it’s	ok.	See	you	later.	I’ve	got	my	opinion	and	that’s		 it.	But	with	sound	it	kind	of	follows	me,	hounds	me.			 (Karen	Interview	1:	00:31:00)		She	goes	on	to	compare	the	sound	of	shoes	clicking	to	a	catchy	tune	that	she	cannot	get	out	of	her	head.	It	both	fills	and	resounds	in	her	mind.	This	intrusive	aspect	of	sound	has	been	linked	to	techniques	of	power	and	forms	of	individual	
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control	(see	Bull	and	Back	2003:4,	Bull	2006,	Shafer	2003).	Although	as	Murray	Shafer	acknowledges	in	his	historical	account	of	the	political	and	cultural	effects	of	listening	and	not	listening:				 We	have	no	ear	lids.	We	are	condemned	to	listen.	But	this	does	not	mean		 our	ears	are	always	open.	(Shafer	2003:25)			Shafer	implies	that	while	sound	can	be	intrusive,	people	choose	to	listen	(or	not)	in	particular	ways,	framed	by	particular	cultural	and	social	viewpoints.	There	is	both	passive	hearing	and	active	listening	and,	at	times,	a	combination	of	both.	Although	Karen	feels	as	if	she	is	being	made	to	‘hear’	the	shoes,	she	hears	them	so	loudly	partly	because	she	is	‘listening’,	because	the	meaning	of	the	sound	has	strong	associations	for	her.	Another	person	may	not	notice	the	sound	so	intently.	How	people	choose	to	listen	impacts	upon	the	world.		 		 Listening,	for	Shafer,	is	not	merely	descriptive,	but	cognitive,	value	laden		 and	hierarchical.	(Bull	and	Back	2003:21)		This	is	apparent	in	the	difference	between	Karen’s	embodied	experience	and	interpretation	of	the	sound	of	formal	men’s	shoes	and	Paul’s,	as	previously	touched	upon	in	chapter	two.	Paul’s	ears	are	also	open	to	the	sound,	but	for	different	reasons.	He	loves	the	sound	of	his	own	shoes	clicking	on	his	wooden	floor.	For	him	it	is	a	positive	reminder	of	his	past	time	in	the	Army.	Karen,	on	the	other	hand,	is	disturbed	by	the	sound.	She	is	involved	with	radical	left-leaning	politics	and	associates	this	clicking	with	capitalism	and	patriarchy	–	with	bankers	and	people	concerned	with	status	and	imposing	themselves	upon	others.	The	imposition	of	the	sound,	the	way	that	it	forces	her	into	action,	to	‘follow,	look	and	think’	about	the	person	embodies	her	sense	of	being	imposed	upon	politically	and	socially	by	the	type	of	people	that	she	thinks	would	wear	formal,	noisy	shoes	(Karen	Interview	1	1:31:10).	Ryan	also	associates	the	sound	of	shoes	with	‘authority’	(Ryan	Interview	1:	00:58:00).	
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	 Sound	can	signify	social	class	and	status,	as	pointed	out	by	the	sensory	historian,	Mark,	M.	Smith	who	agrees	with	McLuhan	and	Ong’s	suggestion	that	in	the	pre-Enlightenment	West	and	other	societies	without	the	printed	word:			 …sound	and	the	heard	world	(was)	extremely	important	not	only	for		 communication	but	also	for	arranging,	affirming,	and	mediating	various		 forms	of	social	organization	and	hierarchy.	(Smith	2007:42)		He	goes	on	to	argue	that	in	the	modern	era,	sounds	were	also	linked	to	class	and	identity	in	addition	to	providing	a	means	for	locating	and	identifying	place.	Smith	links	the	distinction	between	loudness	and	quietness	to	morality	in	the	sixteenth	and	seventeenth	centuries,	using	the	example	of	London’s	increasing	economic	development	and	simultaneous	growing	urban	‘cacophony’.	He	describes	the	noisy,	everyday	streets	of	London	that	contrasted	with	the	quiet	spaces	in	which	the	monarchy	and	nobility	resided,	a	contrast	that	articulates	class	and	power	hierarchies	through	sensory	differentiation	within	particular	places.				 The	Crown,	nobles	generally,	counterpoised	themselves	against	the	masses		 by	embracing	quietude,	not	loudness.	The	interior	furnishings	of	court	-		 carpets,	curtains,	and	the	like	-	muted	noised,	the	Monarch’s	voice	was	the		 supreme	sound,	and	everyone	modulated	their	own	sounds	accordingly.		 In	this	way,	the	ability	to	afford	and	insist	on	quietude	became	increasingly		 associated	with	class	and	notions	of	refinement	and	‘taste’.	(Smith	2007:45)		In	the	above	quote,	the	sensory	materiality	of	the	court	furnishings	act	to	muffle	loudness,	and	this	muted	sound	is	associated	with	status.	To	compare	this	with	Karen’s	testimony	around	the	sound	of	men’s	formal	shoes,	for	her	it	is	the	loudness	and	particular	sound	of	formal	shoes	that	signifies	someone	who	is	concerned	with	imposing	their	status	upon	others.	How	clothing	sound	was	understood	by	the	participants,	that	is	the	associated	meanings	that	were	heard,	were	in	part	shaped	by	the	participants’	cultural	assumptions	and	understandings	around	social	categories	such	as	class,	status	and	gender.		
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	 Sound	can	reveal	implicit	power	relations	perceived	to	exist	within	social	life.	A	significant	difference	between	Karen	and	Paul’	s	experience	of	the	sound	of	formal	men’s	shoes	is	that	Paul	is	making	the	noise	himself,	so	he	has	control	over	it,	whereas	Karen	is	not.	Her	frustration	at	not	being	able	to	control	the	sound,	or	even	simply	to	turn	away	is	apparent	in	her	earlier	quote.	Karen	also	talks	about	not	wanting	to	wear	high	heels	herself	as	she	feels	that	this	sound	makes	a	gendered	statement	-	it	draws	attention	to	the	sexualized	meanings	associated	with	high	heels,	associations	that	Karen	does	not	want	to	embody.	But	this	is	not	only	about	her	individual	identity.	Her	attitude	to	the	sound	encapsulates	her	wider	feelings	around	female	empowerment	in	general.			 And	again	there	is	this	thing	about	high	heeled	shoes	and		 femininity…that’s	why	when	I	hear	high	heeled	shoes	I	don’t	feel		 comfortable	because	I’m	thinking	someone	tried	to	impress	a	guy.			 (Karen	Interview	1:	00:29:15)		The	sound	of	both	types	of	shoe	is	perceived	by	Karen	as	a	powerful	signifier	of	particular	gender	categories	and	relations	that	she	associates	with	the	style	of	shoe.	For	Karen,	sound,	in	this	context,	appears	to	emphasize	the	cultural	meanings	in	a	particularly	uncomfortable	way,	whilst	for	others,	like	Paul	it	may	give	them	confidence.	Karen	says	the	sound	shouts,	‘look	at	me’	and	forces	her	to	pay	attention.	Robert	also	interpreted	leather	soled	formal	shoes	as	sounding	‘male’,	while	high	heels	sounded	‘female’.	Pat	Kirkham	and	Attfield	have	explored	the	‘myriad	ways’,	that	the	‘dynamics	of	gender	relations	operate	through	material	goods	(just	as	do	the	dynamics	of	class,	‘race’,	nation,	age	and	other	types	of	social	relations’	(1996:1).	Some	of	these	ways	are	sensory.	Objects,	like	shoes	are	visually	symbolic	of	gender,	but	are	also	part	of	the	performance	of	gender	(a	notion	that	will	be	discussed	further	shortly).	The	shoe’s	gender	associations	are	brought	to	our	attention	through	a	sensory	route	-	sound	-	that	involves	the	wearer	and	the	item	of	dress	enacting	the	performance	together.	Robert	recalls	listening	everyday	to	someone	walking	by	his	flat	in	stilettos	and	how	he	would	enjoy	listening	to	it	(Robert	Interview	2:	00:57:00).	Without	visual	clues,	the	sound	appeared	to	
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the	case	with	Anne’s	clompy	heels.	Don	Idhe	argues	that	sound,	particularly	that	which	is	out	of	place,	can	be	‘disruptive’	particularly	effective	at	interrupting	thoughts	(2003	[1976]:62).	The	notion	of	sound	‘out	of	place’	resonates	with	Douglas’s	(1966)	concept	of	dirt	as	‘matter	out	of	place’,	disruptive	of	social	notions	of	‘purity’	and	therefore	threatening	to	the	body,	which	is	discussed	in	detail	in	the	following	chapter	on	smell.		 While	the	sound	of	clothing	can	be	a	warning	or	threat	to	the	wearer,	in	some	social	situations	the	ability	of	clothing	sound	to	disrupt	thought,	can	be	used	in	a	positive	sense	to	signal	arrival,	create	a	self-conscious	confidence	and	make	an	impression	on	others.	Sound	pushes	out	into	the	world	and	fills	space,	so	sound	can	be	used	to	assert	a	person’s	presence,	to	inhabit,	perhaps	even	dominate	the	space	-	creating	impact	in	a	social	situation.	Bull	and	Back	use	the	example	of	the	church	bell	ringing	in	a	French	village	as	a	way	of	punctuating	and	regulating	space	as	well	as	time	(Bull	and	Back	2003:5).	The	Islamic	‘call	to	prayer’	is	another	example,	a	familiar	sound	all	round	the	world.	Regular	sounds	can	mark	time	and	Robert	describes	how	the	sound	of	the	person	walking	past	his	house	was	enjoyable,	partly	because	‘it	was	so	regular	and	early	in	the	morning’	(Robert	Interview	1:	00:59:00).	Punctuating	sounds	can	also	signal	an	event	or	arrival,	notifying	that	something	is	about	to	happen,	as	a	siren	would.	Pamela	remembers	how	the	sound	of	her	clothing	helped	to	signal	her	‘arrival’	and	domination	at	an	important	awards	event	in	Milan	when	she	was	head	of	a	high	profile	fashion	college.	In	order	to	make	an	impression,	she	had	purchased	for	the	occasion	an	unusual	raffia	jacket.	She	describes	it	as	‘perfect’	and	‘magical’,	standing	out	against	the	classic,	conservative	style	favoured	by	many	Milanese.	Pamela	describes	the	jacket	in	all	its	sensory	dimensions,	how	the	shiny	black	raffia	‘sparkled’,	and	was	‘crunchy’	yet	‘malleable’.	She	expands	on	the	sound,	saying:			 It	rustled,	It	rustled.	So	particularly	if	you	were	doing	the	arm	business,	it		 rustled.		
Sara:	And	how	did	you	feel	about	that?		
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Surround	Sound:	Dress	as	an	auditory	space	for	the	body		 		 Sound	thus	has	both	utopian	and	dystopian	associations;	it	enables		 individuals	to	create	intimate,	manageable	and	aestheticized	spaces	to		 inhabit,	but	it	can	also	become	an	unwanted	and	deafening	roar		 threatening	the	body	politic	of	the	subject.	(Bull	and	Back	2003:1)		 		 Bull’s	research	on	iPod	usage	(2006)	brings	into	focus	how	individuals	can	create,	through	sound,	their	own	sensory	spaces	that	they	carry	with	them.	Drawing	also	on	Barthes’	analysis	of	the	Citroen	car	that	described	the	car’s	‘enveloping	nature	and	tactile	sense’,	like	an	extension	to	the	body,	Bull	argues	that	the	iPod	is	a	continuation	of,	‘A	Western	narrative	of	increasing	mobility	and	privatization’	(2006:105).	Playing	their	choice	of	music	through	iPod	headphones	overrides	external	noise	and	distractions,	enveloping	the	user	in	a	familiar	private	bubble,	or	in	Bull’s	terms	an	‘acoustic	envelope’.	The	volume	and	on/off	button,	as	well	as	simply	removing	one	or	two	earphones,	allows	them	to	manage	the	extent	to	which	they	tune	into	and	out	of	this	private	space.	Bull’s	data	is	from	a	study	he	undertook	in	2004,	in	which	urban	iPod	users	describe	gaining	a	sense	of	escape	from	externally	imposed	noise	by	immersing	themselves	in	their	own	musical	soundtracks.	Bull	has	argued	that	it	is	through:				 …the	tripartite	concepts	of	control,	seamlessness	and	fine	tuning	whereby		 users	constructed	a	unified	set	of	experiences	as	they	move	from	home,	to		 the	street,	to	the	automobile	and	to	work,	thereby	stabilizing	their		 soundscape	within	the	heterogeneity	of	the	urban	landscape	passed		 through.	(Bull	2013:30)		As	a	result,	‘iPod	users	had	the	expectation	that	their	use	of	the	iPod	would	give	them	the	ability	to	control	whatever	space	they	happened	to	inhabit’	(Bull	2013:	
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31).	However	Bull	suggests	that	this	sense	of	control	is	to	an	extent	an,	‘illusion	of	a	fully	private	sonic	envelope’,	an	imaginary	individual	‘reality’.	In	fact	their	experience	is	not	so	private,	nor	individual.	It	is	framed	through	the	hegemonic	control	of	iPod	technology,	and	the	‘jukebox’	from	which	they	are	selecting	their	own	playlist	choices	is	structured	by	the	commercial	music	industry	(Bull	2006:108).			 Like	the	iPod,	dress	can	give	the	user	a	sense	of	control	and	agency	over	their	surroundings,	although	as	discussed,	it	can	also	do	the	opposite.	This	section	considers	parallels	that	can	be	made	between	the	iPod	and	dress,	drawing	on	Bull’s	work	in	particular,	and	examples	from	my	data	to	illustrate	how	dress	can	create	intimate	auditory	spaces	for	the	wearer,	spaces	that	feel	comforting	and	familiar.			 			 The	first	parallels	to	be	drawn	between	the	iPod	and	auditory	aspects	of	dress	relate	to	the	aforementioned	movement	between	private	and	public	spaces	and	the	notion	of	dress	as	a	private,	intimate	space	that	can	be	taken	into	the	public	world.	Clothing	is	in	intimate	sensory	contact	with	the	body.	Bull	(2006)	has	described	a	similarly	close	sensory	relationship	between	the	user	and	their	iPod.	Constantly	in	touch	with	the	hand,	with	the	music	streamed	directly	into	the	user’s	ears,	the	iPod	creates	a	sense	of	closeness,	of	privacy,	of	individualization.	The	sense	of	closeness	is	amplified	precisely	because,	as	Bull	points	out,	the	miniaturization	of	iPod	technology	makes	it	mobile	and	therefore	easy	to	be	carried	about	by	the	user.	Dant	has	further	considered	the	embodied	nature	of	the	iPod,	how,	‘The	personal	stereo	system	brought	the	musical	performance	not	only	under	the	control	of	the	listener	but	also	within	their	body	space’	(2006:5).	Clothing	is	designed	to	adorn	the	body.	Unlike	many	other	material	things,	the	wearer	takes	clothing	and	the	iPod	with	them	on	their	daily	journey,	through	time,	place	and	space.	The	iPod	(and	other	mobile	communication	devices)	can	in	this	way	be	theorized	not	only	as	a	technology	but	as	a	type	of	‘body	supplement’,	a	term	coined	by	Roach-Higgins	and	Eicher	(1995)	in	relation	to	clothing.		And	although	‘technology’	is	a	term	more	commonly	associated	with	electronic	devices,	dress	practices	have	also	been	theorized	as	a	‘technology	of	the	self’	(Entwistle	1997,	2000).		
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	 As	‘things’,	dress	and	mobile	devices	often	interact	with	each	other	closely.	When	not	held	in	the	hand,	the	iPod	sits	inside	an	item	of	clothing,	normally	in	a	pocket	or	bag.	As	one	of	Bull’s	interviewees	puts	it,	the	‘soundtrack	to	their	life	is	in	their	pocket	and	at	their	fingertips’	(Bull	2006:107).	Three	of	the	male	participants	specifically	discussed	the	importance	of	having	the	right	pocket	on	a	coat,	one	that	would	enable	ease	of	access	to	their	phone	as	well	as	other	essential	items.	When	discussing	his	problematic	‘Belstaff’	style	jacket	that	was	discussed	in	the	previous	chapter	(see	Fig.	5.08	on	page	208),	Robert	explains	that	it	has	too	many	pockets,	so	‘If	the	phone	rings	it	takes	you	half	an	hour	to	find	it’	(Robert	interview	1:	00:19:00).	In	this	instance	dress	can	be	seen	to	enable,	(or	indeed	impede)	the	ability	of	other	technologies	to	do	their	job	properly,	by	providing	useful	pockets	for	carrying	necessary	items.	This	is	one	of	the	ways	in	which	clothing	helps	the	wearer	to	move	around	the	world	successfully.	Another	way	is	through	its	provision	of	physical	protection	for	the	body	from	the	elements.	In	addition	to	this	dress	also	attends	to	social	needs,	providing	a	socially	appropriate	and	adaptable	form	of	body	covering	that	allows	the	wearer	to	negotiate	changing	social	spaces.	In	this	way,	clothing,	like	the	iPod	or	mobile	phone,	is	an	enabling	mobile	technology	that	attends	to	the	complex	daily	needs	of	the	individual	within	society.			 In	order	to	work	successfully,	using	an	iPod	requires	training	or	practice	by	the	user.	As	discussed	in	the	previous	chapter	on	touch,	dressing	also	requires	practice.	As	Goffman	pointed	out,	clothing,	or	rather	learning	the	‘necessary	competency’	in	how	to	clothe	oneself	appropriately	(1971:295)	-	how	to	‘wear	long	pants,	to	tie	one’s	own	shoes’	-	is	one	of	the	routines	that	‘allow	the	individual	unthinking,	competent	performance’	in	everyday	social	interactions	(1971:293).	Once	dressed,	as	previously	stated,	participants	were	not	particularly	aware	of	their	clothing,	perhaps	because	they	had	learned	how	to	‘seamlessly’	integrate	it	with	their	bodies	and	activities.	It	is	often	only	when	the	performance	or	purpose	fails,	and	this	is	brought	to	the	attention	of	the	wearer’s	senses,	for	example	through	sound,	as	with	Anne’s	clomping	heels,	as	previously	mentioned	or	Robert’s	frantic	search	for	his	phone	in	his	pocket,	that	they	become	aware	of	it.			 The	sound	of	clothing	interacting	with	the	moving	body	and	the	external	environment	or	indeed	other	items	of	clothing	follows	the	wearer	wherever	they	go.	The	sound	will	change	according	to	the	changing	environment	and	how	the	
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wearer	moves	within	it.	Clothes	will	make	the	body	move	in	certain	ways,	and	the	body	animates	the	clothing	in	particular	ways.	For	example	the	sound	of	shoes	walking	on	the	pavement	or	in	an	underpass	is	different	to	that	of	shoes	on	a	carpet.	A	skirt	may	swish	when	walking,	and	swish	differently	when	dancing.	If	Anne’s	heels	‘clomp’	she	may	try	to	change	the	way	she	walks	to	prevent	this.	Bull	(2006)	describes	how	the	music	from	the	iPod	also	moves	the	user’s	body.					 In	tune	with	their	body,	their	world	becomes	one	with	their		 “soundtracked”	movements;	they	move	to	the	rhythm	of	their	music,	not		 the	rhythm	of	the	street.	(Bull	2006:107)			 While	Bull	is	describing	an	‘immersive’	musical	rhythm,	one	that	excludes	the	sounds	of	the	street	through	headphones,	with	clothing	the	environment	is	at	play	in	the	sensory	experiences	of	dress,	it	is	heard	simultaneously.	The	sound	of	the	wearer’s	clothing	is	constant	to	a	degree,	but	it	changes	through	interaction	with	the	body	and	the	material	environment.	This	is	particularly	apparent	in	relation	to	the	sound	of	shoes	as	the	act	of	walking	creates	a	noise,	a	noise	structured	by	the	combination	of	body,	movement,	materiality	of	the	shoe’s	sole,	the	ground,	and	the	architectural	or	street	space	in	which	the	wearer	is	walking.	For	example	one	of	the	participants	in	my	study,	Sam,	remembers	little	metal	things	called	‘blakies’	that,	as	a	kid,	he	hammered	onto	the	soles	of	his	shoes	so	that	they	would	spark	and	clack	as	he	walked	down	the	street.	He	talks	about	feeling	as	if	he	was	‘James	Bond	or	something’	(Sam	Interview	1:	0:37:03).		In	another	instance,	Dylan	shows	me	his	‘Beatle	Boots’,	black	winkle	pickers	with	a	Cuban	heel	that	he	wears	for	dancing	and	which	make	a	loud,	sometimes	’invasive’	noise	on	the	pavement	but	which	also	make	him	feel	‘cool’	and	‘swinging’,	not	to	mention	giving	him	sore	feet	(see	Fig.	6.03	on	page	242).	The	sensations	felt	when	wearing	the	boots	creates	a	mood	for	Dylan.	They	are	‘fun’,	for	dancing	and	socializing,	and	they	remind	him	of	the	1950s	and	1960s,	a	time	he	loves	musically	and	cinematically.	He	says:			 I	remember	when	I	first	got	the	Beatle	boots,	I	made	a	special	playlist.		 (Laughter)	Because	I	was	like,	“This	is	what	I	should	be	listening	to”.	
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		 Sara:	To	go	with	the	boots?	
		 My	fancy-boots	playlist.	(Laughter)	I	was	dancing	round	the	kitchen.		 (Dylan	Interview	2:	00:17:25)			 Dylan’s	boots	create	a	particular	atmosphere	for	him,	an	emotional	mood	and	a	sensory	space	where	sounds,	touch,	rhythm	and	movement	act	together.	From	dancing	round	his	kitchen	to	dancing	in	a	club,	the	boots	allow	him	to	take	this	atmosphere	with	him.	In	a	similar	process	as	described	in	relation	to	touch,	the	sound	of	Dylan’s	boots	–	in	combination	with	the	feel	of	them,	the	way	they	change	Dylan’s	posture	and	movements	–	help	to	anchor	the	particular	character	and	mood	that	he	is	performing	within	different	spaces.	It	will	also	affect	his	perception	of	space	and	place,	and	will	act	sensorily	upon	those	spaces,	creating	new	atmospheres,	of	which	he	is	a	part.	In	this	way,	Dylan’s	boots	help	to	‘emplace’	him,	or	connect	him	to	this	particular	sense	of	self	(at	that	time)	as	he	moves	through	the	world.	They	also	connect	him	back	to	an	imagined	time	and	culture	in	the	past	-	in	the	fifties	and	sixties	-	with	its	particular	mood,	rhythm	and	musical	soundtrack.	Bull	describes	a	similar	experience	for	the	iPod	users	in	his	study,			 In	tune	with	their	thoughts	their	chosen	music	enables	them	to	focus	on		 their	feelings	and	desires;	in	tune	with	their	memories	-	they	create	an		 auditory	mnemonic	of	their	day	via	the	playlists	on	their	iPod.		 (Bull	2006:107)		Sound,	materiality	and	memory	are	closely	linked.	Nadia	Seremetakis	in	her	writing	on	sensory	perception,	memory	and	material	culture	in	modernity,	has	argued	that	‘The	senses	are	implicated	in	historical	interpretation	as	witnesses	or	record-keepers	of	material	experience’	(1994:6).	Memory	may	be	viewed	as	a	re-collection	but	also	a	re-imagination	of	the	past.	Re-imagination	relating	to	the	past,	present	or	future	can	be	sparked	through	sensory	stimulation	such	as	sound.	In	my	study	Robert	remembered	listening	every	morning	to	a	woman	walking	in	high	heels	(or	so	he	imagined)	-	clicking	along	the	pavement	outside	his	window.	He	
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Unlike	many	of	the	other	participants,	Paul	positively	revels	in	the	sound	of	his	clothes,	talking	in	depth	about	the	pleasure	he	derives	from	audible	aspects	of	his	shoes,	coats	and	shirts.	He	states:			 The	sound	of	shoes	on	a	wooden	floor,	I	love.	So	they	then	either	need	to		 be	leather	soled	shoes	or	soles	like	these	with	the	sort	of	commando	soles		 on	like	that	with	the	rubber	bits.	I	think	it’s	one	of	the	most	amazing		 sounds	in	the	world.	Our	flat	is	all	wooden	floors	and	in	the	lounge	and		 the	kitchen	areas	I	just	love	walking	around.	It’s	a	very	comforting	feeling,		 that	sound.	(Paul,	Interview	1:	00:47:30)		When	Paul	gets	out	his	shoe	polishing	kit,	I	ask	him	to	show	me	how	he	cleans	his	clothes,	a	skill	he	learned	and	perfected	in	the	Army.	No	longer	in	the	Army,	the	ritualistic	act	of	zipping	open	his	bag,	the	tin	clanking	on	the	table,	wiping	the	shoes	down	with	scrunched	up	newspaper	and	brushing	the	polish	to	a	shine	is	comforting	and	satisfying.	In	this	extract	from	the	interview,	Paul’s	sensory	pleasure	is	palpable	when	talking	about	cleaning	his	shoes.		
Sara:	So	it’s	not	just	that	you	think	it	says	something	about	you	(clean	shoes).	
In	essence	you	think	that	people	won’t	notice	anyway…It’s	just	always	about	
your	own	standards	I	suppose…			 Totally.	Yep.	[Brushing	sound]	Actually	this	is	quite	good	we’ll	have	a		 before	and	after.	[Brushing	sound]	Now	that’s	a	lovely	sound.	Sounds	like		 a	train.	[Brushing	sound]	It’s	funny	on	different	bits	of	leather…I	wonder		 if	it’s	because…it	sounds	different	…[Brushing	sound].	You	most	probably		 can’t	see	any	difference	to	this	and	the	other	one.		
Sara:	Well	I	think	they	look	very	well	polished	anyway	but	that’s…	
	
	 We	used	to	spend	in	the	Army…on	our	army	boots	the	toecap	you	used	to		 have	to	polish	for	hours	and	hours.	A	little	bit	of	water,	a	little	bit	of		 polish…it	would	be	like	patent	leather,	you	know	it	was		incredible…[pause]	
	234	









	 John’s	music	label	t-shirts	are	complex	things,	multisensory	in	their	tangible	materiality	and	multisensory	in	their	intangible	associated	meanings.	As	Edwards,	Gosden	and	Phillips	propose,	following	Paul	Stoller	(1989),	understanding	and	engaging	with	objects	through	the	senses	involves	an	appreciation	of	both	‘imagination	and	experience’	and	‘…suggest	a	fullness,	encompassing	reality,	imagination	and	multiple	experiences	of	perception	and	evocation’	(2006).	For	John,	and	at	times	other	people	he	comes	into	contact	with,	the	t-shirts’	visual	and	textural	aspects	are	also	rich	with	musical	patina	and	meaning,	they	have	a	sensory	and	evocative	‘fullness’.	Idhe	proposes	a	‘phenomenology	of	sound’	(2003	[1976])	in	which:		 		 In	the	realm	of	the	imaginative,	auditory	imagination	may	accompany		other		 dimensional	presentifications.	I	recall	looking	at	a	National	Geographic	map		 of	the	Middle	East,	and	it	presents	itself	irreally	in	the	imaginative	mode.		 But	to	it,	I	‘add’,	while	recalling	the	myriad	faces	of	the	peoples,	the	strains		 of	a	Near-Eastern	wailing	melody	I	once	heard.	(Idhe	2003	[1976]:61)		 	As	in	John’s	example,	Idhe’s	recollection	demonstrates	the	entanglement	of	various	senses	with	the	imaginary	in	the	perception	of	material	things.	Idhe	suggests	that	there	is	an	ever-present	‘dual	polyphony	of	perceived	and	imagined	sound’	(2003	[1976]:62),	that	external	noise	can	affect	and	‘disturb’	the	internal	‘train	of	thought’	as	it	penetrates	into	the	self.	Arguably	then	and	as	was	discussed	in	the	previous	chapter	four	on	sight,	this	points	towards	a	notion	of	a	‘sensory	imagination’	that	draws	upon	all	the	senses	along	with	embodied	and	somatic	memory	to	re-create	in	the	mind	past	experience	in	relation	to	dress.	2		When	the	motion	of	the	body	or	environment	animates	clothing	it	is	not	just	one	sensory	mode	that	is	at	play.	As	evidenced	in	the	previous	chapters	on	sight	and	touch,	the	senses	and	sensory	properties	of	materials	and	dress	items	affect	each	other	in	relation	to	experience	and	perception.	Paul	gives	an	example	of	this	in	relation	to	sound	when	he	tells	me	about	maintaining	his	clothes.	He	does	not	use	conditioner	when	washing	them	as	this	makes	the	fabric	soft.	In	relation	to																																																									2	See	Oliver	Sacks	(2005)	for	a	discussion	of	imagination	and	the	senses	in	relation	to	the	experience	of	the	blind.	
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• Do	you	buy	or	have	you	ever	worn	second	hand	clothes,	how	do	you		 feel	about	wearing	clothes	that	someone	else	has	worn		 before?	
	
4.	Clothing	care		












































































• Validate	any	questions		/	themes	that	came	up	or	themes	from	the		 first	interview	(make	additional	notes	for	each	participant		 here).	
• Anything	else	you	want	to	tell	me	about	it.		 	
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Appendix	5:	List	of	interviews	
	Aaron	(2013).	Interview	1	with	the	author.	Brighton,	22	January	[62	minutes]	Aaron	(2013).	Interview	2	with	the	author.	Brighton,	20	March	[38	minutes]		Andrea	(2012).	Interview	1	with	the	author.	Brighton,	19	November	[55	minutes]	Andrea	(2012).	Interview	2	with	the	author.	Brighton,	28	November	[118	minutes]		Anne	(2012).	Interview	1	with	the	author.	Brighton,	30	November	[88	minutes]	Anne	(2013).	Interview	2	with	the	author.	Brighton,	1	May	[52	minutes]		April	(2012).	Interview	1	with	the	author.	Brighton,	24	October	[notes	only]	April	(2012).	Interview	2	with	the	author.	Brighton,	29	November	[37	minutes]		Corin	(2013).	Interview	1	with	the	author.	Brighton,	13	February	[52	minutes]	Corin	(2013).	Interview	2	with	the	author.	Brighton,	23	May	[60	minutes]		Dylan	(2012).	Interview	1	with	the	author.	Brighton,	14	November	[73	minutes]	Dylan	(2012).	Interview	2	with	the	author.	Brighton,	28	November	[23	minutes]		Elsa	(2011).	Interview	1	with	the	author.	London,	16	November	[73	minutes]		James	(2012).	Interview	1	with	the	author.	Brighton,	7	December	[notes	only]	James	(2013).	Interview	2	with	the	author.	Brighton,	18	January	[53	minutes]		Jill	(2013).	Interview	1	with	the	author.	Brighton,	11	February	[53	minutes]	Jill	(2013).	Interview	2	with	the	author.	Brighton,	5	March	[43	minutes]		John	(2012).	Interview	1	with	the	author.	Brighton,	25	September	[50	minutes]	John	(2012).	Interview	2	with	the	author.	Brighton,	24	October	[83	minutes]		Karen	(2011).	Interview	1	with	the	author.	Brighton,	16	November	[50	minutes]	Karen	(2012).	Interview	2	with	the	author.	Brighton,	3	February	[37	minutes]	
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Laura	(2012).	Interview	1	with	the	author.	Brighton,	30	October	[69	minutes]	Laura	(2013).	Interview	2	with	the	author.	Brighton,	11	December	[35	minutes]		Pamela	(2013).	Interview	1	with	the	author.	Brighton,	30	May	[110	minutes]		Paul	(2011).	Interview	1	with	the	author.	London,	16	November	[73	minutes]	Paul	(2012).	Interview	2	with	the	author.	London,	15	March	[90	minutes]		Paula	(2013).	Interview	1	with	the	author.	Brighton,	13	February	[53	minutes]	Paula	(2013).	Interview	2	with	the	author.	Brighton,	2	May	[78	minutes]		Robert	(2012).	Interview	1	with	the	author.	London,	7	March	[88	minutes]	Robert	(2012).	Interview	2	with	the	author.	London,	14	March	[94	minutes]		Ryan	(2012).	Interview	1	with	the	author.	Brighton,	21	November	[64	minutes]	Ryan	(2013).	Interview	2	with	the	author.	Brighton,	5	February	[48	minutes]		Sam	(2013).	Interview	1	with	the	author.	Brighton,	12	February	[41	minutes]	Sam	(2013).	Interview	2	with	the	author.	Brighton,	13	March	[35	minutes]		Simon	(2013).	Interview	1	with	the	author.	London,	6	March	[40	minutes]	Simon	(2013).	Interview	2	with	the	author.	London,	20	July	[64	minutes]		Susan	(2012).	Interview	1	with	the	author.	Brighton,	19	September	[77	minutes]	Susan	(2012).	Interview	2	with	the	author.	Brighton,	27	September	[46	minutes]		
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Appendix	6:	Pablo	Neruda	‘Ode	to	the	Clothes’	(1975	[1954])		
Ode	to	the	Clothes																															Every	morning	you	wait,		clothes,	over	a	chair,		for	my	vanity,		my	love,		my	hope,	my	body	to	fill	you,	I	have	scarcely	left	sleep,		I	say	goodbye	to	the	water		and	enter	your	sleeves,		my	legs	look	for		the	hollow	of	your	legs,		and	thus	embraced		by	your	unwearying	fidelity		I	go	out	to	tread	the	fodder,		I	move	into	poetry,		I	look	through	windows,		at	things,		men,	women,		actions	and	struggles	go	on	forming	me,		keep	making	me	what	I	am,	opposing	me,	employing	my	hands,		opening	my	eyes,		putting	taste	in	my	mouth,		and	thus,		clothes,		I	make	you	what	you	are,		
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Pushing	out	your	elbows,		Bursting	the	seams,		and	so	your	life	swells		the	image	of	my	life.		You	billow	and	resound	in	the	wind	as	though	you	were	my	soul,		at	bad	moments	you	cling		to	my	bones		empty,	at	night	the	dark,	sleep		people	with	their	phantoms		your	wings	and	mine.		I	ask	whether	one	day	a	bullet		from	the	enemy		will	stain	you	with	my	blood		and	then		you	will	die	with	me		or	perhaps		it	may	not	be	so	dramatic		but	simple,		you	will	sicken	gradually,	clothes,		with	me,	with	my	body		and	together	we	will	enter		the	earth.		At	the	thought	of	this		every	day		
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I	greet	you		with	reverence,	and	then		you	embrace	me	and	I	forget	you		because	we	are	one		and	will	go	on	facing	the	wind	together,	at	night,		the	streets	or	the	struggle,		one	body,		maybe,	maybe,	one	day	motionless.		Pablo	Neruda				Reference:	Neruda,	P.	(1975	[1954])	Selected	Poems.	Translated	by	Anthony	Kerrigan,	W.	S.	Merwin,	Alistair	Reid	and	Nathaniel	Tarn.	London,	New	York,	Victoria,	Ontario,	New	Delhi,	Auckland,	Rosebank:	Penguin	Books.		
